Oftentimes, the promise of dissidence is replaced with yet more objectification. In this article, I explain the persistence of sexualized affiliation between Euro-American writers and their North African collaborators through the generations. I show that collaboration has often yielded to ventriloquism, and sometimes outright ghostwriting. In a French literary tradition which has famously celebrated the death of the Author, the act of impersonating Arabs will 9 be examined for the way it makes the outmoded question of authorship newly relevant, especially in fiction that aims for ethnographic "authenticity" and claims to channel, yet in some ways creates, an embattled Arab sexual dissidence. While the motivations for exposing and encouraging this alternative Arab sexuality have been ostensibly "progressive," the tales related have mostly described a bleak sexual unhappiness.
What factors have encouraged this desire to "speak for"? Why has the issue of author identity not been more forcefully interrogated in literature ostensibly penned by Arabs who opt for anonymity? In order to answer these questions I begin by examining a set of past collaborations in which the act of collaboration, or the content of the resulting work, were themselves heavily sexualized. These occurred between Paul Bowles and the Moroccan authors Mohammed Mrabet and Mohammed Choukri; as well as between the theorists Roland Barthes, Renaud Camus, and the Franco-Arab contemporary writer Farid Tali. I foreground this section by considering several "ghostwriting" controversies on the Parisian literary scene.
Where relevant, I examine the gray area where collaboration has turned into ventriloquism. I finally focus on a contemporary instance of these themes, only the most recent, Malik
The French literary theorist Roland Barthes famously explored this notion, suggesting that matters of 9 biographical context and extra-literary background were not as essential to the interpretation of texts as the consideration of language alone. Interestingly, Roland Barthes is one of the key figures in the genealogy of sexualized collaborations I sketch out here (cf. his close rapport with protégé Renaud Camus, himself a publisher and collaborator of the young gay Franco-Arab writer Farid Tali). Barthes, Roland. "The Death of the Author". Aspen 5-6 (1967) . examines literature, it focuses more particularly on a cultural history of literary testimony. The question may arise: why not consider these authors' output as literature alone? The tendency of these authors to privilege esthetic exploration over ethics, I maintain, makes considering formal questions of literature a secondary, though important task. These writers' primary focus on the production of literature (without much care for those depicted in that literature) during cross-cultural voyages to North Africa and engagements with North Africans, is what makes cultural injury an object of analysis that is equally if not more important than the formal questions of their work.
As an entry point into this essay, it is worth dwelling for a moment on the fact that Roland Barthes, an author who now belongs to the canon of gay literature, articulated his "Death of the Author" thesis around the same time he penned Incidents, a series of often sexual vignettes. In his influential essay, Barthes' argued that attributing an author to a text has the effect of limiting it, and that the author's intentions, as well as other details of biographical context, should not influence the interpretation of the work. In that book, 10 Barthes related time spent in Morocco with a recurrent tonality of complaint, making repeated casual asides about the abundance of different "Mohammeds" he met, in a language that weaved sex into the general Moroccan landscape. One passage from Incidents is exceptional for its reduction of Moroccans to a sexualized anonymity: 11 On Samarine street, I walked against the current of the human tide. I had the feeling (nothing erotic) that they all had a zob/dick and that all these dicks, in rhythm with the march, were being spread out one by one like a manufactured Barthes, Roland. Image, Music, Text. Translated by Stephen Heath. Hill and Wang, 1978 . There have been more infamous precedents in the realm of Franco-Arab fiction in particular: the writer Paul Smaïl-allegedly Franco-Arab and hailing from the multi-ethnic suburbs-was hailed in the press as an unusually promising new voice, but was finally revealed to be the singer and author Jack-Alain Léger, an elderly Caucasian Frenchman who had already changed his name from Daniel Théron. Smaïl/Léger's purportedly 18 autobiographical novels contained bleak portrayals of failed inter-cultural love relationships and reluctant, substitutive homosexuality. His purportedly autobiographical Vivre me tue-19 which can be translated as Living is Killing Me-chronicled the aimless life of his namesake Paul, who had accumulated a long list of failures. He could not find work beyond pizza delivery despite his secondary degrees, and had failed to save his relationship with a beautiful and educated Jewish girlfriend. He was unable to save his gay brother-addicted to steroids and later spirited off by a German-Turkish sugar daddy-from death via steroid poisoning.
Overall, Smaïl felt his bicultural origins to be a form of dilution and disorientation rather than a double horizon. Other segments of the novel described the implosion of an Arab household, with father unmanned by a thankless and jobless immigration project. The brother's One author in particular, Romain Gary, managed to do so, under the pen-name Emile Ajar, and thus became 17 the first person to twice win the prestigious Prix Goncourt, France's highest literary honor. Some make distinctions between ghost-writing and what Gary did, which was more like donning a mask to reveal himself yet again, with renewed glory, as Gary. those "elite," native subjects who had assimilated, spoke French, and were governed by French laws, yet found themselves restricted by yet other limits and cielings.
Another controversy about questionable authorship involved Chimo, the purported author of Lila Says, an "autobiographical" real-life story of sexual and affective anomie in 22 the French suburbs. Chimo is widely believed in literary and journalistic circles to have been a creation, this despite an editor's note claiming a manuscript had arrived via a lawyer. The 23 memoir chronicles the life of a Franco-Arab, unemployed boy who falls in love with a beautiful blond, verbally nymphoniac but chaste girl named Lila. Chimo states at the outset that, even though he intends to pen a novel, he has actually never read a book all the way through. Lila, with her pornographic yet somehow tender and transfixing language, acts as Chimo's muse, and by recording everything "Lila says," Chimo turns into the writer he never had the wherewithal to be. The novel ends with sudden tragedy when Chimo's own gang of friends, absent him, rapes his beloved, ending in her death by suicide, as she jumps out of an open window thinking that Chimo, who had come to save her, might actually be an accomplice to their crime. Thus Chimo abandons the hopeful writing project inspired by his muse at the same time that he loses her forever. He claims that his last authorial act will be the delivery of his manuscript to a publisher, and that he will probably never write again. This vow was short-lived however, because Chimo came out of the shadows shortly after Lila Says became a critical and popular success, in order to pen J'ai peur, in which he explains how he 24 went about tracking down his royalty money, after it was stolen. Olivier Le Naire, a writer for Chimo. Lila dit ça ("Lila Says") . Pocket, 1997. 22 Le Naire, Olivier. novel's impact-by Lebanese director Ziad Doueri of West Beirut fame. In his version, misérabilisme was upended and the story remade into a heartwarmer about how mixed relationships can succeed against all odds in the French suburbs. Rather than having Lila die "at the hands" of Chimo, Doueiri transforms the Franco-Arab protagonist from loser to hero, enabling him to save the damsel, and then beat up (and finally renounce) his former gangmates. The two lovers make projects to be united in a near future, a future that also sees Chimo win a scholarship to a prestigious academy for young writers, thus concluding the "ghetto exit strategy" that has become a staple of most banlieue survival fiction. In this way, Doueiri's adaptation becomes an activist gesture against the culture of poverty and failure that plagued the book. The issue of discursive violence in altering a work of fiction for the screen seems less important when the original work has itself shown infidelity-in the act of stereotypical impersonation-to the population it supposedly represents. As such Doueri was faithful, albeit faithful to a tradition of dishonesty, making the most of a dubious "original" work to offer an image of banlieue love that does not reinforce the oft-tread tropes of sexual misery. In this way, Doueri contests patterns of ghostwriting by departing from the authenticity that had paradoxically been elevated as a value by "inauthentic" Franco-Arab writers (ghostwriters).
Le Naire, Olivier. "Chimo Dit ça (Chimo Says)," L' Express, Sept 18, 1997 . Last accessed December 19, 2012 http://www.lexpress.fr/culture/livre/j-ai-peur_817581.html. Films, 2005. 26 The question may be asked: do these authorship scandals have anything to do with the way Tout le monde, or other books in this vein, should be read? Several factors must first be noted: the author and publisher are making claims to authenticity in the press; Tout le monde is being considered as literature based on a true story; and the book jacket (as well as other promotional literature) claims to depict with realism a lost age of Moroccan sexual freedom.
Doueiri, Ziad (dir.). Lila Says (Lila dit ça). Samuel Goldwyn
The author and publisher have already exited the Barthesian frame in so far as they have placed great emphasis on the biographical context and authorial intentionality Barthes deemed irrelevant to the interpretation of texts. What's more, Montagner's own acknowledgment of standing in for the narrator Mohamed, thus admitting to ghostwriting, indicate that what has been presented as reality-inspired fiction may in fact be pure fiction. Similarities with authorship scandals of the past involving ghostwriting for purportedly Arab authors also call for added scrutiny. The stakes are all the more important because an author may be writing fictions about supposedly real people in a non-fiction mode, representing Mohamed, his lovers, and acquaintances, as sexually promiscuous, dishonest, misogynistic, uncultured, selfinterested, and occasionally brutal. These figures have already maligned sexually within motifs of "neo-Orientalist" representation that stress brutality, patriarchy, and sexual tyranny, motifs that are needless to say abundant in the gay literature representing North Africa, and more recently, Arab immigrants to France. Joseph Massad has critiqued such representational trends in contemporary gay-interest media depicting Arabs: behind the condemnation of the "sexual instability" of Arab men-which involves bafflement about how they can "hypocritically" practice both same-sex and different-sex contact-is a universalization of western sexual subjectivity, one which drives away the polymorphousness that doesn't conform with a normative gay lifestyle. What's more, the fact that Montagner and the Such descriptions culturize sexual practices so that they become built into the notion of an Arab time "before homosexuality," when homosexual identity was, as some argue, an 37 unintelligible category. This idea shows up in Tout le monde as well, with Mohamed feeling no need to explain away his bisexual infidelity to his wife; the practice is rather celebrated and ascribed to a cultural particularity that is eroticized in so far as it contributes to the idea of a segregated Arab society, in which clandestine homosexual relations can flourish away from scrutiny. Building on the scholarship of Eve Sedgwick, Mervat Hatem described an instance of this phenomenon in Mamluk-governed Egypt, explaining how male homosexuality flourished within a sex-segregated society as a form of sexual solidarity, contributing in one sense to the marginalization of wives but in another sense, as she postulates, freeing them up for other preoccupations. Bernard Montagner e-mailed Jay's laudatory review to the listserv mentioned at the outset, an article which also appears on the publisher's webpage devoted to Tout le monde.
A consistent feature of Tout le monde, and other highly ethnographic novels of dubious authorship, is the "oral" storytelling style. The assertion in Tout le monde of Mohamed's "illiteracy" is designed to render the oral testimony attributed to him more plausible and "authentic." This becomes an element which serves to ramp up orality, while also reinforcing dependency, because Mohamed is bound to an illiterate helplessness that justifies the need to "speak for" him. Mohamed declares, in the narrative, having begun to properly learn French only after having moved to France, remaining illiterate up until the text's present. The novel often departs, however, from a simple storytelling register when it ventures into florid description and interior monologue that exit the parameters of the story being told, indicating another author weaving Mohamed's voice with his or her own. These latter passages are written in a writerly French full of aphorisms, peppered every now and then by current French urban speak and argotic language, rather than renderings of Moroccan vernacular. When recounting the early days of his apprenticeship as a butcher, Mohamed, who is meant to be orally recounting a biographical event says, as if a writer making decisions about realism, that "it's obligatory, in stories involving Arabs, to include a slaughterhouse.
The day they will cease to (be included), is the day the world will have changed" (28). This passage constitutes perhaps the most telling betrayal of a literary education in Tout le monde.
In addition, Mohamed pronounces during descriptive passages many expressions along the lines of "as the Arabs do" or "like an Arab" that if truly pronounced by Mohamed would amount to a startling self-alientation or even self-Orientalism, far beyond the explanatory asides necessary in storytelling.
The question of illiteracy also makes for a striking intertext with Choukri's For Bread Alone. Within that autobiographic novel's storyline, Mohamed becomes literate just as he finds "a way out" of his predicament, which includes situations of sexualized objectification.
Over the course of Tout le monde, Mohamed also becomes literate, albeit in French, and for the purposes of recounting his sexual objectification. Yet both Mohamed Choukri and the Mohamed of Tout le monde were restricted to an enforced orality, even while literate, thus assuring a role for their literary interlocutors, Bowles and Montagner/Kuzman. In both cases, the newly literate narrators reminisce about a childhood and adolescence during which they were illiterate, and in each case they adopt an oral mode to recount the story to a listener. This "rendering oral" or "returning to oral" takes on new meaning when considered alongside the fact that the oral mode did not have to be the default option. This authorial decision provides support for the argument that the oral storytelling mode is not an essential cultural feature of North African literature but rather contingent on limitations of language and communication having to do with European literary interlocutors. It also provides a pertinent rejoinder to Barthes' idea that there was a dearth of literary readiness in Morocco, as described in Incidents. Bowles himself recounted asking Choukri to "reduce" the manuscript of For Bread Alone, written in literary arabic, into the "Moghrebi" dialect intelligible to him, adding that Choukri's illiteracy was a stroke of "good luck" that enriched the narration, that provided for a certain literary "technique." This comment emerged from Bowles' idea that the illiterate 52 had a greater attention to detail, and a greater capacity for memory, forced as they were to remember everything due to the lack of a recording system, as he explained. In Tout le monde, illiteracy also becomes a tool in the service of the writer collecting the oral testimony, as the oral status of the narrator becomes a premise for a richness of detail, for background explanation, for pauses to explain local terms, all of which make for smooth storytelling.
Other striking similarities between Kuzman's novel and literary precedents involve the type of sexuality described. Tout le monde revisits, on nearly every page, a recurrent feature of "affiliated" works in European languages that sexualize North Africans: an abundance of adolescent or even children's sexuality. Kuzman here describes the unsuspecting way Mohamed would routinely fall under the charms of homosexual older men: "It has been my experience that the illiterate, not having learned to classify what goes into his memory, 52 remembers everything. This too is a technique. Total recall is like perfect pitch: it means nothing in itself, but it can be extremely helpful to the writer who uses it professional. It seems almost a stroke of good luck that Choukri's encounter with the written word should have come so late, for by then his habits of thought were already fully formed; the educative process did not modify them. As a writer then, he is in an enviable position, even though he paid a high price for it in suffering" (5) Bowles, Paul. "Introduction." In Choukri, Mohamed. For Bread Alone. Translated by Paul Bowles. Peter Owen, 1973. that they were subject to the obscure orders of virility. They served it without a grudge, at the peril of being miserable. When it came to me, I bent myself to genitals, paying for a chance to see them, while simultaneously acknowledging that this was not the thing he was truly after (rather, something deeper, an intimate bond). Mitterrand was scrutinized when the film was unearthed in the midst of the underage sex allegations. The film ends on a bleak note when the kids meet again as adults by chance in the street: the macho Arab seems too proud of his own manhood to have attempted any upward mobility, and it is suggested that he has been outpaced in the rat race by his childhood "playmate," who, once juvenile and underdeveloped, has grown into a successful, heterosexually coupled man Jay, Salim. "Malik Kuzman, joker de la littérature marocaine de langue française ?" Lesoir-echos.com, July The recurring theme of intergenerational sex across borders can become problematic in non-fiction, due to issues of consent and economic disparity: these factors turn what seems like a freely contracted exchange between desiring bodies into a possibly coercive act agreed to only out of economic necessity. Along with adolescent sexuality, the eroticization of a precondom era is another trope that suffuses Tout le monde. The recurrent anecdotes about unprotected sex are part and parcel of the idea that these lands, in the novel's time period at least, had remained in the pre-condom era, "magically" untouched by the spread of AIDS, and importantly for the novel's eroticism, prevention measures. This focus on condomless sex is present in Kuzman/Montagner's framing of his own book (he mentions it twice), as well as the promotional materials surrounding the book's release. The transition from pre-condom to post-condom eras has much resonance for Euro-American homosexual audiences, who were seized, from the realm of public health to that of pornography, by a sudden injunction to protect themselves in the era of AIDS. A consistent nostalgia has since surfaced for the precondom era, a time when contact was freer, visible in the enthusiasm for vintage pornography, increasing sales of high-risk condomless European gay pornography, as well as, on another level, literature waxing romantic about a carefree, innocent gay past. In Kuzman/Montagner's Morocco, imagined as a few paces "behind" in terms of awareness about condoms, freedom Ben Jelloun, Tahar. Leaving Tangier. Penguin, 2009. 68 could last just a bit longer. That Euro-American visitors aware of the necessity for condoms might have nevertheless sought condomless sex in not only Morocco but the developing world writ large, does not become a point of critical inquiry in this production.
In a sense, the careless freedom with which Kuzman/Montagner discusses and at times celebrates condomless sex is made possible by the measures they have taken toward anonymity. Such enthusiasm for condomless sex in the post-AIDS era is rarely seen in prominent presses, and when it has appeared, has been condemned in the gay media without much regard for the literary freedom argument. A question can be raised here: to what extent has the privileging of textual liberty over transparent authorship enabled literature about a freer, albeit less responsible encounter? Is there a corporeal consequence to this turn in literary theory, following the death of the author? While a full and definite answer is out of reach, one can say that in the corpus of works that simultaneously address homosexuality between France North Africa and have taken measures to assure anonymity, taboo themes like adolescent, inter-generational sexuality, sex tourism, condomless sex, and underage prostitution have abounded.
Montagner, at the end of his response, finally admits that he may in fact be Mohamed, both in the sense of writing as Mohamed and containing a version of Mohamed within himself in the way that lovers keep symbolic remnants of the beloved on their person. Within the frame of sexualized literary collaboration examined here, such confusions have come to be routine. Surveying the corpus of works resulting from collaborations that insist on exposing sexuality, one cannot help but notice a consistent reinforcement of Franco-Arab sexual frustration, aimlessness, or misery. Why has this group of French writers, so mysterious when it comes to the circumstances of authorship, ventriloquized North African storytellers, in order to air stories of bleak sexuality for a European-language audience? These trends, I have argued, play into a form of literary elitism that salutes, in the same gesture, the progress of European homosexuals just as it simultaneously eroticizes the progress-less Other, often defined by a limiting virility that is only enhanced by poverty. Within this phenomenon, a literary market has emerged for audiences interested in those infantilized by the narrative of no progress, best exemplified by stories of adolescent sexuality, a market that is safely removed from ethical objection, because it concerns individuals somewhere on the verge of fiction and non-fiction, who remain outside of France just as they remain outside of scrutiny.
